For brevity and convenience, fragments are cited from what remains the standard edition of all the fragments of Roman tragedy, Ribbeck (1897) , and the most easily-available and, for Anglophone readers at least, most user-friendly, Warmington (1936) . The standard editions of the individual dramatists, Jocelyn (1967 ), Dangel (1995 and Schierl (2006) , all include concordances between their and Ribbeck's numerations.
Gildenhard (2010) 153. A good survey of the evidence and a persuasive hypothesis may be found in Goldberg (1998).
Among the considerable and growing body of scholarship, see esp. Taplin (1992) and (2007), and most recently Revermann (2010) and Csapo (2010) ) also dismisses Roman mosaics of Menandrian scenes as evidence for the performance of Greek New Comedy at Rome.
Yet it is the loss of the playscripts themselves which is the most damaging. Much of our understanding (or at least our beliefs) about the theatrical aspects of Greek drama and Roman comedy, though supplemented by archaeological evidence and testimonia in non-dramatic texts, is derived from what can be deduced from the surviving scripts. We know that Agamemnon walks into his palace on the purple tapestry which Clytemnestra has rolled out because he tells us that he is about to do so. We know that the personi ed Demos has been rejuvenated in the Propylaea and emerges on the ekkyklēma in splendid attire because the Sausage-seller describes this as it happens. We know that Theopropides knocks loudly at the door of his locked house, because he announces his intention to do so and accompanies it with appropriate shouts. Most scholars would agree, while making the same allowance as him for the unknowability of the details, with Taplin's "fair rule of thumb that the signi cant stage action is implicit in the text." The surviving fragments of Republican tragedy do throw up the occasional cue to such e fect. In Ennius' Hectoris Lytra, Patroclus makes it clear that Eurypylus is beginning to faint from his injuries, and Eurypylus in turn indicates that, as at the end of Iliad 11, Patroclus binds his wound. Pacuvius' Parthenopaeus leaves neither the ancient audience nor the modern reader in any doubt that he is showing a recognition token (be it a ring or an bracelet) to his mother, the eponymous Atalanta: suspensum in laeuo brachio ostendo ungulum ("I am showing [you] the ring hung on my left arm"). Likewise, when the unidenti ed speaker of Accius, Amphitruo fr. 86 R =50 W asks set quaenam haec mulier est funesta ueste, tonsu lugubri? ("But who on earth is this woman in funereal dress, with hair loosed in mourning?"), we may share his or her puzzlement regarding her identity (though Alcumena must be the most likely candidate), but we are quite sure about both the fact of her entrance and the nature and
